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 For my thesis, I wrote a musical work called Eulogy. It is a composition for brass 
quintet and choir that makes use of contrast, both in regard to the text and the music. 
Juxtaposing elements are used in order to give character to sections and to also create a 
hierarchy of moments. Through an examination of how contrasts are used, the way in 
which the music works can be determined. This paper defines the meaning of musical 
contrast and the ways in which it applies in Eulogy and then categorizes the different 
contrasts based on the functionality in the piece. Simultaneous and nonsimultaneous 
contrasts are found to work differently within the work to either recontexutalize and idea 
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 Eulogy is a piece for brass quintet and choir that makes use of contrast, both in 
regard to the text and the music. Juxtaposing elements are used in order to give character 
to sections and to also create a hierarchy of moments. Though an examination of how 
contrasts are used, the way in which the music works can be determined. 
 I will be defining “contrast” as the presentation of individual ideas of differing 
quality for effect. I derived this definition from two sources, first the description of the 
word’s usage in visual arts from The Random House Dictionary of the English Language 
as the, “opposition or juxtaposition of different forms, lines, or colors in a work of art to 
intensify each element’s properties and produce more dynamic expressiveness.”1 Second, 
the chapter, “Contrasting” in Alan Belkin’s book, Musical Composition: Craft and Art. 
He did not define the term but instead said that, “In any but the shortest musical forms, 
occasional significant contrasts are essential, in order to renew the listener’s interest and 
to throw important ideas into relief.” 2 This concept of intensifying elements by throwing 
them “into relief” with one another worked well to not just explain contrast as an element 
but to also define its function in music. 
  
                                                
1 The Random House Dictionary of the English Language, the unabridged ed., s.v. “Contrast.” 
2 Alan Belkin, Musical Composition: Craft and Art (New Haven: Yale University Press, 2018), 105. 
 
 2 
  Contrast in music is achieved in two manners, the first being when material 
occurs separately and the second being when they are presented simultaneously. The first 
type allows for a contrast to occur in reference to a past moment while the later creates a 
juxtaposition within an instant.   
 Jupiter (1914), from The Planets (1914 – 1916), provides a strong example of the  
first type of contrast as the music in the “Allegro giocoso” section (see Example 1) goes 
into new material at the “Andante maestoso.”   
 
Example 1. Piano Reduction of Measures 183 – 197 of Jupiter 
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 At this point, there is an immediate key change along with alterations to the meter, 
tempo, and dynamics to a slow, full, three-beat tune. This music has a strong character as 
single idea, however it is more powerful when juxtaposed with the light, energetic 
material that proceeded it. The contrast between these two sections is reinforced by the 
dynamics, with the faster music dying away almost entirely before the melody comes in 
at a full mezzo forte. These dynamics are achieved through instrumentation as the 
“Allegro giocoso” ends with a sparse setting and then the “Andante maestoso” comes in 
at mezzo forte with the majority of the orchestra playing. This change in instrumentation 
not only enforces the dynamic contrast but also forms a timbral distinction between 
sections.  
In contrast, The Tides of Manaunaun  (1912) by Henry Cowell (1897 – 1965) 
provides a model of juxtaposition that is concurrent, with two disparate ideas occurring at 
the same time. The bass part of the piano features chord clusters (see Example 2) played 
“…either with the flat of the hand, or with the forearm or with the fist, according to the 
length of the cluster.”3
                                                
3 Henry Cowell, The Tides of Manaunaun, Volume Two of Henry Cowell Piano Music, (New York: 




Example 2. Tides of Manaunaun Measures 7 – 9 
 
These clusters are low in the range of the piano, creating a deep rumble in contrast with 
the right hand which is playing a melody in the higher register.4 The tune is something 
that may be expected in traditional music, being in B-flat Aeolian, being singable, and 
having a relatively consonant harmonic accompaniment. The character of this 
conventional music is heightened to a greater degree in the context of the waves of sound 
coming from the left-hand part.  
 
   
 
 
                                                




CONTRAST IN EULOGY 
 
 
 Eulogy features both contrast of simultaneous events and contrast of musical ideas 
happening at different times, however they function in different ways. The contrast of 
simultaneous ideas tends to be stark and arises out of material that is already occurring. 
An idea is established and then an interjection occurs that changes the character of that 
musical entity in some way.  
 At measure 22 (see Example 3), there is an example of such a contrast as the 





Example 3. Measures 22 -25 of Eulogy 
 6 
This event created the first dissonance of the piece as the pitch material up to this point 
(for a little over a minute) had only been concert Fs. A sense of the beat had been 
established by the pulsing eighth-notes in the lower voices with the strong attacks by the 
soprano and alto singers on the first downbeat of every measure after bar 17. This 
ongoing texture was disturbed by the entrance of the tuba not only as a dissonance but 
also as rhythmic interjection, as it did not emphasize the first beat as the voices had. It 
instead it stressed an offbeat, removing certainty from the perception of the downbeat’s 
placement. The entrance of the tuba likewise altered the timbral character of the piece. 
The low rumble expanded the range of the music an octave and a seventh lower and 
creating a more disjunct timbre as the flutter-tongued tuba muddied the sound of the 
relatively clear pulsing in the voices.  
 Another section of strong simultaneous contrast begins at measure 211 as material 
of the melody is juxtaposed with the harmonic accompaniment. The relatively full sound 
of the low brass and low voices come into contrast with the high brass. The chords begin 
as clearly stated A minor triads (see Figure 1) with all of the contributing voices playing 
in rhythmic unity. The high brass instruments are playing this in the upper portion of their 
range with mutes in. This presentation of the accompanying harmony has its own identity 
as a simple and nasal sounding entity that goes on for about half a minute before the 
focus changes. The sound of the high brass is contrasted with the relatively full sound of 
the melody as the low brass and low voices come in with a line at measure 211 that is 
then imitated by the upper voices and the trombone at bar 214. This entrance moves the
 7 
the attention of the listener from the accompanying harmony to that of the melody. The 
contrast is sharpened at measure 220 (see Example 4) where the accompany harmony is 
now F major and the entire choir sings in unity of pitch and rhythm with the tuba and 
trombone.   
Figure 1. Chart of Timbral and Harmonic Relationships from Measures 203 – 238 
 
The melodic line here is less consonant with the background harony (featuring 
chromaticism and many repetitions of A-flat against the A-natural of the chord) 
highlighting the distinction of the two ideas.
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Example 4. Measures 218 – 222 of Eulogy
 9 
The other contrast that Eulogy features tends to recontextualize material that has 
already occurred without directly repeating it. This is done with the contrast of either two 
distinct materials or of two materials that share similar aspects.  
 A juxtaposition that relates to the previous material as a non-concurrent contrast 
begins at measure 164 (see Example 5). In this section, a distinction is built between the 
quiet introspection of the soft singing of the melody and a loud rearrangement of that 
musical idea in the brass.  
 
Example 5. Measures 164 – 165 of Eulogy 
 
This contrast makes the softer section feel less stable in retrospect and is realized through 
the aspects of dynamics, instrumentation, and changes in pitch content.  
 10 
 At measure 173 (see Example 6) a juxtaposition is built as the full brass quintet 
takes over for four measures with a simplified version of the melody from measures 164 
– 165 at mezzo forte.  
 
Example 6. Measures 173 – 174 of Eulogy 
 
Chromaticism and modal shifting is prominently featured in the voice iteration while the 
brass statement is in E-flat major with quartal harmony (E-flat, B-flat, F) that supports the 
line. The brass’ statement is as a result more stable than the choir’s and is also mush 
louder. This dynamic juxtaposition is even greater than it would normally be between a 
brass ensemble and a choir as only three vocal soloists are singing at this point.  This 
sudden shift elevates the effect of the moment with the extreme contrast of the ensemble, 
dynamics, and stability.  
 11 
 Moments of nonconcurrent contrast, that references back to previous material, are 
also featured within the micro level of the music.  
 
       
Example 7. Measures 73 – 76 
 
 At measure 73 (see Example 7), contrast is created to emphasize certain portions 
of the material in retrospect.  A solo text setting of the line, “To be yourself at all cost. 
Ah, to shed this burden. These lies will at last be lost” is followed by a polyphonic 
continuation (see Example 8), as the second and third sentence is repeated in many 




Example 8. Measures 78 – 81 of Eulogy 
 12 
This recurrence of specific words emphasizes which portions of the text are most 
important, making the first statement of the phrase, “Ah, to shed this burden. These lies 
will at last be lost” have greater significant in retrospect.  
 The contrast between measures 95 and 98 (see Example 9) is of the type of 
nonconcurrent juxtaposition that does not include a direct relationship between the two 
ideas. Instead the material following the loud cluster at bar 95 is significantly quieter, 
using less of the performing forces in a big break away from the dense texture. This 
makes the force of the previous moment seem more powerful than it would if it had been 
comparably loud. This is supported by the density of the harmonic material (F-sharp, G, 
D-sharp, A-sharp, A) at measure 95 in relation to the sparseness of a single pitch (F) at 
bar 98. 
 13 
Example 9. Measures 95 – 99 of Eulogy 
 14 
 Contrast like that described in the previous example appears at the macro level of 
piece as it is divided up into sections based on the form of the text. The words are divided 
between “declamatory” and “descriptive” sections (see Figure 2). The declamatory text is 
intended to be unique in every section while the descriptive text is meant to be get caught 
in the mind of the listener and remembered like a nostalgic look back on the past. This 
contrast is achieved through every section of declamatory music featuring a unique text 
setting while the music for the descriptive text is repeated verbatim along with the exact 
repetition of the words themselves.  
 There is a moment in the piece which is different from the other juxtapositions. It 
has a duality of function for its contrast, both recontextualizing and idea and altering an 
existing musical texture. This dualism is achieved through the direct placement of older 







Figure 2. Form of Eulogy by Section of Text 
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There is the repetition of an idea from bar 144 that was originally presented alone in 
measure 186. The musical idea is an ascending group of pitches (G, F, B-flat, A, G, F, A, 
G) in the brass quintet over the span of sixteen measures. Once it was a single figure that 
was free in form, being unburdened by a clear pulse, but now it comes out of an existing 
texture that is made up of motoric cells (see Example 10). This injection of material here 
changed its function, now being an alteration of an idea as well as pushing the music 
forward with greater force. The dissonance between A natural in the trumpet and the B-
flat in the horn at measure 148 was not as striking as it was when it was brought in at bar 
155. When placed in the context of the quartal harmonies (E-flat, B-flat, F and F, C, G) 
that are quickly alternating in the voices at bar 177, this figure feels more dissonant as the 
A holds longer against the B-flat (being carried in the accompaniment). It actively pushes 
the listener forward more now than it did before, leading into the next section through the 
heightened contrast between the B-flat and the A. The B-flat is established in the ear 
longer before the A arrives and with greater consistency, bringing this character change. 
Before this recontextualization, the idea was much more stable.  
 17 
When placed in the context of the quartal harmonies (E-flat, B-flat, F and F, C, G) 
that are quickly alternating in the voices at bar 177, this figure feels more dissonant as  





 The Juxtaposition of performing forces, dynamics, text, and pitch material alter 
the perception of musical ideas in Eulogy. Concurrent contrasts are used to change 
material in the moment and nonsimultaneous contrasts recontextualize existing elements. 
These disparate treatments of music function in different ways but each is used to 
ultimately “produce more dynamic expressiveness,”5 with the musical material that forms 
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I hope you will understand, 
When I can’t come back again, 
 
I know you will have the strength when the time comes, 
To be yourself at all costs, 
Ah, to shed this burden 




What are you supposed to do, 
When life has come and gone? 
When you no longer can feel, 
The things that you have done? 
 
Sometimes it makes me wonder, 
If it is not all as bad as it seems,  
As life is, 
When I compare it to my dreams, 
 
Lilac lights paint a pale horizon, 
Near enough to touch yet so far away, 
To see those light blue blossoms once more, 
Feel how on the gentle wind they’d sway, 
 
I was hoping that I’d finally won, 
When I mistook that light for the rising sun, 
The truth! 
 Dawned on me with great pain and, 
I knew that I was there again, 
 
Lilac lights paint a pale horizon, 
Near enough to touch yet so far away, 
To see those light blue blossoms once more, 
Feel how on the gentle wind they’d sway, 
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